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Symphony No. 34 in C major, K. 338 
Allegro vivace 
Andante di molto piu tosto allegretto 
Finale: Allegro vivace 
Rumanian Folk Dances 
Joe cu Bata 
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Pe Loe 
Buciumeana " Po,$1rg~ Romaneasca 
Ma run tel 
M3:runtel 
Daniel Meyer, conductor 
Ian White, .conductor 
Ma mere l' oye: 5 pieces enfantines 
Pavane de la Belle au bois dormant 
Petit Poucet 
Laideronette, imperatrice des pagodes 
Les Entretiens de la Belle et la Bete 
Le Jardin feerique 
Daniel Meyer, conductor 
Wolfgang Amadeus Mozart 
(1756-1791 ) 
Bela Bartok 
(1881-1945) 
Maurice Ravel 
(1875-1937) 
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Program Notes 
) 
Wolfgang A. Mozart (1756-1791) 
Symphony No . 34 in C major, K. 338 (1780) 
Symphony No. 34 v_vas the las! sympho~ic work Mozart was t.o compose .in his 
native city of Salzburg. While composmg this piece, Mozart knew of his forthcommg 
departure for Munich to supervise the preparation of the premiere of Idomeneo . The 
opening fanfare of the symphony suggests that Mozart was already absorbed in the heroic 
style of Idomeneo. ~uring tfte fi~st the?1e, the quieter echoes of t~e previo1;15 forte phrases 
venture into the mmor mode as if to hint at the second theme. A Mannheim crescendo" 
leads into the powerful tutti (momentarily in the minor) signaling the finish of this section. 
The development section passes through various keys including the distant A-flat, before 
moving through F minor to C minor, and finally to the dominant of C major, leading back to 
the recapitulation. In the coda, Mozart finishes as he began, with a C major fanfare. 
Oddly enough for its time, this movement, has no repeats. 
In the autograph, Mozart marked the slow movement Andante di molto. On a later 
copy sold to the Prince von Furstenberg he added piu tosto allegretto, implying the opposite 
of his original tempo marking. Presumably this was an effort to bring the tempo he Fteard 
performed closer to his wishes. Scored for strings, this movement possesses a simplicity of 
style that shows through in a nearly unbroken line of melody. 
The principaftheme of the jig-like finale is a unison scale passage for full 
orchestra. The secondary themes involve melodic motives for the v10lins which are 
transferred to the oboes and subsequentl{ to the entire orchestra. In the short development 
section, Mozart utilizes the oboe materia of the previous movement as a starting pomt, 
adds new thematic material in new keys, and qwckly returns to C major for the 
recapitulation. 
JWa Bartok (1881-1945) 
Romanian Folk Dances (orchestral transcription, 1917) 
' In 1905 Bela Bartok and his life-long friend, Zoltan Kodaly, embarked upon a 
ture that would mark a milestone in Hungarian music history. They initiated the 
. cess of collecting and transcribing songs from the oral traditions of the indigenous 
peoples of Hungary, Slovakia and Romania. This research into folksong along with the 
mcorporation of musical ideas from this genre into Bartok's and Kodaly's contemporary 
compositions changed the face of music in the twentieth century. The broad pedagogic aim 
of Bartok's earliest vocal arrangements of folksongs was to educate the Hungarian 
pc;>pulatio:i in its own folk tradition. As Bartok and Kodaly state in the Preface to their 
JOint publication of Twenty Hungarian Folksongs (1906), "The choice pieces could never be 
pres~nted in a musical arrangement in order to make them more palatable to the taste of the 
public. If brought in from the fields into the towns, folksongs have to be dressed up." 
Bartok orchestrated the Romanian Folk Dances (each less than a minute's 
duration) in a fashion similar to a Baroque suite. A different ensemble of instruments 
presents each dance, adding a new coloring and dynamic to each movement. Bartok took 
advantage of a ~ariety of tempo indications in arranging the pieces into a series. The first 
piece'. Jo~ cu Bata (stick dance), begins in a quick tempo with an open-string drone (perhaps 
m 1rrutation of t~e sound of bagpipes) and the melodic line is then carried first by the violin, 
then by woodwmds. The ~raceful Brau/ (sash dance) opens with a solo clarinet playing 
the melodic line accomparued homophonically in the strings. The Buciumeana (horn-pipe) 
also has a~ open fifth drone as the introduction; then the flute plays the folk melody. The 
form is a simple bmary with repeats. The Poarglf (children's dance), named after a 
Rumanian children's game, includes changing meters. Finally, two closely connected 
allegro movement:> cl?se ~he suite. Accented off- beats dominate the rhythm of the first 
melody and a rapid fire !me agamst full orchestral accompaniment closes the work. 
Maurice Ravel. (1875-1937) 
Ma mere l'oye: 5 pieces enfantines (orchestral transcription, 1911) 
Attracted to the illustrations in an edition of fairy-tales, Ravel used the stories of 
Charles Perrault (1628-1703), Marie-Catherine Comtesse d'Aulnoy (c. 1650-1705), and 
Marie Lepince de Beaumont (1711-80) as the basis for his suite. Of the three authors, 
Perrault proved to be the most important; his .collection Contes de ma mere L'oye (Mother 
Goose Tales, 1697) furnished the composer with a title for the first two movements. The 
first piece is from the tale of Sleeping Beauty. The second bears a quotation in the score 
from the well-known passage in Tom Thumb where Tom expresses his surprise that the 
birds have eaten all of his crumbs. The third is taken from Madame d' Aufuoy's Le Serpent 
en Vert, a tale in which a beautiful princess is cursed to a life of horrible ugliness (thus the 
name "Laideronnette"). The Princess and a green serpent shipwreck on the isle of the 
Pagodins - diminutive creatures made of crystal, porcelain, and precious stones. The scene 
in fhis suite describes the bath of the Princess and the accompanying music of the Pagodins 
playing on their minute instruments. The fourth movement is from Beaumont's familiar 
moralistic tale, Beauty and the Beast. 
Ma mere l' aye exemplifies enchanting simplicity and freshness of insI?iration. In 
his autobiographical sketches Ravel remarked, "The idea of evoking in these pieces the 
poetry of diildhood naturally led me to simplify my style (maniere) and to refine my means 
of expression (ecriture)." The adept balancing of the maniere with ecriture makes this suite 
of mirliatures a masterpiece. In a mere twenty measures, Ravel creates a sense of 
naturalness by setting the Pavane in the Aeofian mode, and utilizing a simple three-note 
figure as the motivic basis for the piece. The melody, first heard in the flute, is restated by 
the clarinet and finishes with the strings. The conjunct thirds of the accompaniment in Petit 
Faucet depict the aimless wandering oITom Thumb. The main melody begins with two 
beats to a bar -followed by the addition of one beat in each subsequent bar-until we 
reach five, effectively portraying the lost child. Near the middle, a special effect reminds us 
of Tom's nemesis- the birds. Ravel used a repeated pentatonic scale in the introduction of 
Laideronnette and builds upon this idea throughout the piece. Ternary in structure, tension 
increases with the introduction of chromaticism toward the end of each section. Ravel tr - .. 
returns back to the initial pentatonic figure, ending with the princess regaining her beat ~ 
and the serpent transformed into a handsome prince. In homage to Erik Satie, Ravel chos1... 
an oscillating three-note figure (similar to that in Gymnopedies) to open Les Entretiens. 
The instrumental ranges clearly depict the speakers during this 'conversation', while the 
counterpoint within this waltz-like movement depicts the reconciliation between Beauty 
and the l3east. The final chord heralds the much-awaited transformation of the Beast. !he 
last piece of the set, Le Jardin expresses the nostalgia of the adult Ravel for the time when 
he too could believe in the magic garden. 
-Karen Ruymann 
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You can help support these talented young artists by joining the Friends of 
Music at the School for the Arts. For information, please contact Leslie 
Dressler, Director of Development, Boston University School for the Arts, 855 
Commonwealth Avenue, Boston, MA 02215 or call 6171353-3345. 
